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That fusion of poetry and music which we call 
song has provoked controversy, evoked ecstasy, and has 
tempted nearly every composer sometime during his 
musical career. What is it that drives a man to take 
immortal words and endeavor to transcend them in 
music? Indeed few composers have ever been truly 
successful, but even the idea of "perfect song" stimu-
lates argument. The well-worn controversy of the 
importance of music above the words, and vice versa, 
has never been resolved, nor is it likely to be. The 
greatest problem lies in the fact that a poem existed 
as an independent work of art before any music was 
added to it. The sensation of a particular poem 
depends a great deal on the individual interpretation 
of the reader--his experiences, his sensitivity. One 
acts not unlike a performer of music when he reads a 
poem; the words are there but there are no guidelines 
to interpretation and often no knowledge of the writer's 
impetus for the poetry. There are no dynamic markings, 
no metronomic indications, and no conductor to beat 
time. Hardly any art form can be called more personal 
or subjective. 
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Another barrier lies in the visual impression 
that much poetry depends on. Quite often a poem has 
been laid out exactingly on the page. This visual 
impression aids in conveying the mood of a poem. The 
juxtaposition of words, the length of the verse, and 
even the punctuation say something specific to the 
reader. This practice is most common in later liter-
ature as one can point to Verlaine, e. e. cummings, 
and many experimental poets. Setting a poem to music 
negates a great deal of personal interpretation and 
the visual impression entirely. It must be said, 
however, that many inferior poems are elevated by 
their musical setting, and many profound pieces of 
poetry demeaned by the same. 
It is only human to attempt the impossible 
and this thesis shall examine a group of those who 
were charmed by the possibility of transcending the 
poem. Women were not immune to the lure of song, al-
though the mores of society often caused them to hide 
their efforts in their husband's, brother's, or friend's 
collections. As well, many male composers who could 
often be quoted to the effect that song composition 
was an inferior idiom, could not help dabbling in it. 
-J-
The songs in this paper reflect nearly a century and 
a half of musical thought, and in reflecting musical 
thought they reflect the creative art, and the 
creative art reflects the people. 
-4-
I 
Johann Wolfgang von Goethe (1749-1832) has 
been a favorite poet of song composers from Mozart to 
Hugo Wolf. His writings offer a great deal of diver-
sity in both form and style. Goethe wrote lyric, epic, 
and ballad poetry, drama, novels, shorter tales, and 
an autobiography, ranging in style from the violent 
Sturm und Drang to the conscious harmony of classi-
cism.1 However, he was not only a "universal man" in 
the sense of letters. Goethe could rightfully claim 
the titles of botanist, zoologist, geologist, physi-
cist, painter, actor, statesman, supervisor of mines of 
the duchy of Wei"mar, and attorney. Perfection is 
achieved chiefly in his lyric poetry which has inspired 
about three thousand musical settings. Goethe's poetry 
is highly personal and subjective, as was his view of 
the literary process. 
On one occasion he stated that his works 
were fragments of a great confession. 
1Henry and Mary Garland, Oxford Companion to 
German Literature (Oxford: Clarendon Press, 1976), 
p. 292. 
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He saw the beginning and end of 
literary activity as the reproduction 
of the world that surrounds the poet 
by means of a world that is in him, 
all things being perceived, related, 
recreated, molded, and reconstructed 
in a highly personal form and an 
original manner.2 
The lyric poem seems to be Goethe's most spontaneous 
writing, as it usually appears to require no planning 
or forethought, even to the choice of specific meter 
and rhyme scheme. 
Das Veilchen 
Ein Veilchen auf der Wiese stand, 
Gebuckt in sich und unbekannt; 
Es war ein herzigs Veilchen. 
Da kam ein junge Schaferin 
Mit leichtem Schritt und munterm Sinn 
Daher, daher, 
Die Wiese her, und sang. 
Ach! denkt das Veilchen, war' ich nur 
Die schonste Blume der Natur, 
Ach, nur ein kleines Weilchen, 
Bis mich das Liebchen abgep~fluckt 
Und an dem Busen mattgedruckt! 
Ach nur, ach nur 
Ein ViertelstUndchen lang! 
Ach! aber ach! das Madchen kam 
Und nicht in acht das Veilchen nahm; 
2Elaine Brody and Robert A. Fowkes, The Ger-
man Lied and Its Poetry (New York: New York Univer-
sity Press, 1971), p. 13. 
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Ertrat das arme Veilchen. 
Es sank und starb und freut• sich noch = 
Und sterb' ich denn, so sterb' ich doch 
Durch sie, durch sie, 
Zu ihren Fussen doch.J 
The Violet 
A violet stood in the meadow, 
cowering, withdrawn, and obscure; 
it was a dear little violet. 
Than a young shepherdess came 
(light of step and gay of spirit) 
along the meadow and sang. 
'If only' the violet thinks, •if only I were 
the loveliest flower in all nature, 
just for a little while, 
until this dear girl has gathered me 
and pressed me against her bosom--
just for 
a quarter of an hour! ' 
But alas! the girl came, 
paid no attention to the violet 
and trod the poor violet underfoot. 
As it sank and died it yet was glad: 
'For if I die, at least I die 
through her, 
at her feet.' 
(The poor violet! 
It was a dear little violet.) 4 
-\onzert im Stile von Goethes Hausmusik im 
Grossherzaglichen Hoftheater--Lieder und Balladen 
Goethes und Schtllers im Kompositionen von Zeitgenoffen 
und Musikstuke fur Cembalo (Weimar: Generalversammlung 
der Goethe=Gesellschaft, June 5, 1914), p. 46. 
4The Penguin Book of Lieder, ed. and trans. 
s. s. Prower (Baltimore: Penguin Books, Inc., 1964), 
pp. 20-21. 
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The poem is from a Singspiel, Erwin und Elmire 
(17~ , ).5 The poem itself was written in 1773, and con-
trary to his usual procedure, Goethe revised it several 
times. In the original version it is sung by Elmire, 
the reluctant heroine. She thinks the poem was written 
by Erwin, the hapless hero whose wooing she has ignored. 
As she sings,, she realizes the obvious symbolism and 
her heart is melted to pity for poor Erwin. The violet 
dies gratefully in the poem, but in the end of the 
Singspiel, Erwin actually wins Elmire. "The poem . 
lS a charming ballad in fragile rococo style." 6 
The music for the original Singspiel was 
written by Anna Amalia, Princess of Saxe-Weimar, 
Eisenach. The original music included string quartet, 
flute, oboe, bassoon : , and horn. Anna Amalia (1739-
1807) was a niece of Frederick the Great of Prussia and 
very much a composer in her own right. She insisted on 
first-rate musical performances at her court, and she 
was responsible for the reform of music at Weimar.? 
.\on z e rt , p . 46 . 
6Jack M. Stein, Poem and Music in the German 
Lied from Gluck to Hu o Wolf (Cambridge, Mass.: Har-
vard University Press, 1971 , p. 47. 
7Karl Geiringer, The Bach Family (New York: 
Oxford University Press, 1967), p. 452. 
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Anna Amalia was the wife of Prince Constantin, but 
widowed at the age of nineteen with two infant sons, she 
took over the government. However, many of her ambitious 
musical schemes had to be dropped for economy's sake, in 
order that she might hand over a financially stable 
principality to her elder son. Goethe is known to have 
been at the Weimar court in the autumn of 1775, and was 
director of the Weimar theatre from 1791 to 1817. 
Wolfgang Amadeus Mozart (1756-1791) was also 
personally acquainted with Goethe, and Mozart's most 
celebrated song is a setting of "Das Veilche;n." The 
development of solo song with piano accompaniment in the 
eighteenth century can be closely connected to the grad-
ual decline and disappearance of the basso continuo. 
Composers were now concentrating mainly on the treble 
and bass, leaving some of the inner harmony to the per-
former.8 This led to great fluency in both vocal and 
instrumental writing but was concerned mainly with works 
on a large scale. The idea of solo song remained a 
8Philip F. Radcliffe, "Song," Grove's Dictionary 
of Music and Musicians, ed. Eric Blom, 5th ed. (New 
York: St. Martin's Press, Inc., 1954), VII, 9JJ. 
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side issue until the idea of individual piano accompan-
iment emerged. The development of solo song in Germany 
was far more progressive than in any other European 
country in the eighteenth century. As did the other 
composers, Mozart regarded song composition as a side-
line. He wrote songs only casually, which is surprising 
in view of his supreme lyrical gift. A fair proportion 
of his songs are slight and unimportant, while the best 
are of great value. Unfortunately, most of the poetry 
he chose is insignificant, the one great exception 
being "Das Veilchen." The greater number of the songs 
are in stanza form, but some are through-c~mposed while 
the piano parts (especially in the early songs) are 
very simple, often doubling the vocal line. 
"Das Veilchen" was composed in Vienna on 
June 8, 1785 and is Mozart's only Goethe setting. 
(The last two lines of Mozart's setting are not the 
ending of Goethe's poem.) Mozart was not by nature a 
lieder composer and his songs show the encroachment of 
opera. "Das Veilchen" is set as a miniature aria, 
through-composed. It is exquisitely polished and light 
in touch, following the moods of the song with great 
felicity. 
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Mozart could on occasion be careless 
in matters of accentuation, but in 
addition to the vividness with which 
he could portray moods of words he 
obviously found, like most of the 
greatest writers of vocal music, that 
the setting of metrical words led to 
an increased flexibility of rhythm.9 
More complex rhythms are one of the many operatic 
elements that Mozart exhibits in his songs, particu-
larly after 1775. Others include more vocal melodies 
with extended ranges and more involved coloratura, 
and the frequent use of chromatic harmonies all of 
which "Das Veilchen" is highly illustrative . 10 An-
other operatic characteristic may be found in the 
piano prelude, which presents the entire first por-
·tion of the vocal melody before the singer begins, 
thereby giving him the proper pitch and establishing 
the mood. When the voice enters, the piano repeats 
the opening phrase, and doubles the voice. 
9Radcliffe, "Song," 9J5. 
Styles 
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Wolfgang A. Mozart.., "Das Veilchen," original G Major, 
1785 (meas. 7-11)1~ 
Each detail of the narrative is highly pictorialized, 
and the pictorializations contribute greatly to the 
charm of the work. 12 The composer highlights the text 
variously as the shepherdess trips along: the grace 
notes on "gebi.ickt in sich"; the strongly diatonic line 
. 
11
wolfgang Amadeus Mozart, Lieder fur eine Sing-
stirnme mit Klavierbegleitung von W. A. Mozart- - kritisch 
revidiert und mit Ammerkun en versehen von Max Fried-
lander New York: C. F. Peters Corp., n.d. 
12
stein, Poem and Music, p. 47. 
i 
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of "Es war ein herzig's Veilchen"; the staccato notes 
of "mit leichtem Schritt"; 
Wolfgang A. Mozart, "Das Veilchen," original G Major, 
1785 (rneas. 17-18) 13 
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--the little piano interlude after "und sang," where 
Mozart emphasizes the violet's apprehension with a 
modulation to the minor mode which completely changes 
the mood of the song; 
1 ~ozart, Lieder, p. 8. 
: 
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Wolfgang A. Mozart, "Das Veilchen," original G Major, 
1785 (meas. 23-25) 14 
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--the longing intervals at "ach nur"; the climax at 
"ertrat das arme Veilchen"; the sinking line of a de-
scending chromatic scale on "es sank und starb"; the 
sudden quickening at "und freut sich doch," with the joy-
ful flourish of "durch sie." 15 At the end Mozart adds 
an extra line, "Das arme Veilchen! Es war ein herzig•s 
14 L. Mozart, 1eder, p. 8. 
15stein, Poem and Music, P· 47. 
I 
1 
I 
I 
! 
I 
-14-
Veilchen," as a kind of coda which neatly rounds off 
the scheme. All of these devices take attention away 
from the strophic feeling and center it on the narra-
tive, but the cumulative effect adds such weight and 
over-earnestness, that the dramatic fate of the violet 
grows ludicrous. 16 Whether Mozart intended this parody 
or not, it is hard to perform the song without convey-
ing it. 
Some interesting harmonic aspects occur when 
applied to text illustration. Mozart is often drawn 
to the diminished seventh chord and it functions in his 
vocal works to not only strengthen the tonality, but 
also to punctuate the text. 17 In the following meas-
ures, the use of the leading-tone seventh chord creates 
a more compelling aural image than would the dominant. 
16 t . p . ,, S e1n, oem and Mus1c, p. ~?. 
17 Ivey, Song, p. 59. 
\ 
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Wolfgang A. Mozart, "Das Veilchen," original G Major, 
1785 (meas. 27-29) 18 
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The same chord is more dramatic and insistent in a 
later section of the song, this time applied to the 
subdominant. 
Wolfgang A. Mozart, "Das Veilchen," original G Major, 
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The drama is again heightened by the use of an aug-
mented sixth chord for the word "starb" (died), a 
dissonance which was to become very popular in both 
vocal and instrumental music of the Romantic era. 20 
The text is set syllabically, one note to each sylla-
ble, and there is little repetition. The style is 
durchkomponiert, the music changing with the text in 
the manner of an aria. Mozart's "Das Veilchen" 
" ... stands outside the mainstream of the art song 
in the later eighteenth century." 21 
20 Ivey, Song, p. 60. 
21
stein, Poem and Music, p. 48. 
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Heinrich Heine (1797-1856), son of a Jewish 
merchant, was an unsuccessful businessman and erst-
while law student whose attention turned more toward 
literature and philosophy. By his early twenties, 
several of his poems had appeared in German magazines, 
and the publication of Buch der ~i~qer established his 
reputation as a poet. Unhappy love affairs with each 
of two sisters stimulated a wealth of lyrical poems, 
some exquisite, others slightly contrived but never 
rough or unpolished. After 1831, Heine made his home 
in Paris for political reasons, as he was one of few 
Germans who retained their enthusiasm for Napoleon. 
During the last eight years of his life, he was bed-
ridden with a spinal tubr:rculosis of syphilitic 
origin. However, this period of suffering spawned 
some of his finest poetry, extremely lyrical and even 
humorous. It is primarily his lyric poetry on which 
Heine's ~uropean reputation rests. Especially since 
World War II, interest in Heine has developed and the 
number of editions of his writings surpasses that of 
any other German poet. "It is safe to say that he is 
the one German lyric poet with the greatest world 
-20-
22 
reputation, not excluding the mighty Goethe.'' There 
is a close resemblance between Heine and Byron in many 
ways in their life and works. Heine showed a trernen-
dous ability in translating Byron's poetry into German. 
Probably of all German poets, Heine has most strongly 
appealed to composers as there are over four thousand 
settings of his poems by Schubert, Schumann, Hugo Wolf, 
Robert Franz, Edvard Grieg, F. Himmel, Moszkowski, 
Thalberg, R. Hermann, E. Lassen, Meyerbeer, Loewe, 
Liszt, Mendelssohn, and Brahms. 
Und wUssten's die Blumen, die kleinen, 
Wie tief verwundet mein Herz, 
Sie wUrden mit mir weinen, 
Zu heilen meinen Schmerz. 
Und wlissten's die Nachtigallen, 
Wie ich so traurig und krank, 
Sie liessen frohlich erschallen 
Erquickenden Gesang. 
Und wussten sie mein Wehe, 
Die goldnen Sternelein, 
Sie kamen aus ihrer Hohe, 
Und sprachen Trost mir ein. 
Die alle konnen's nicht wissen, 
Nur Eine kennt meinen Schmerz= 
22 Brody and Fowkes, The German Lied, p. 8?. 
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Sie hat ja selbst zerrissen, 
Zerissen mir das Herz.2J 
And if the flowers knew, the little ones, 
how deeply my heart is wounded, 
they would weep with me 
to heal my affliction. 
And if the nightingales knew 
how sad and sick I am, 
they would cheerfully sound forth 
their comforting song. 
And if my woes were known 
to the golden stars, 
they would come down from their heights 
and speak consolation to me. 
They cannot all understand it; 
only one knows my suffering: 
she herself, indeed, has broken, 
broken my heart.24 
"Und wU.ssten's die Blumen, die kleinen" is a 
poem from the slender collection "Lyrisches Inter-
mezzo" (thus named because in the first printing they 
were inserted between the two tragedies Almansov and 
William Ratcliff). Heine wrote these poems, sixty-five 
23The Ring of Words: An Anthology of Song 
Texts, trans. Philip L. Miller (New York: W. W. Nor-
ton & Co., Inc., 197J), pp. 104 and 106. 
24The Ring of Words, trans. Miller, pp. 105 
and 107. 
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in number, in 1822-23 during his late student years at 
Berlin (at the age of twenty-five). His unrequited 
love for the sister Amalie is still the inspiration 
for this poetry, and it seems that it was just this 
unhappy love that made him develop as a poet. "Heine 
attempts in these poems to create out of the old forms 
of the Volkslied a new poetry, adopting something of 
the style and expression of the folk song, but avoiding 
the 'clumsiness and unevenness' often found in that 
genre." 25 
Fanny Cecile Mendelssohn (1805-1947) was a 
German amateur composer and sister of Felix Mendels-
sohn. The oldest child of the Mendelssohn family, she 
was three years older than Felix. Fanny regularly in-
structed in music and Felix said at times she played 
better than he. Fanny's father wrote to her in a 
letter dated July 16, 1820: 
What you wrote to me about your 
musical occupations with reference 
to and in comparison with Felix was 
both rightly thought and expressed. 
Music will perhaps become his pro-
fession, whilst for you it can and 
25Brody and Fowkes, The German Lied, p. 101. 
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must be only an ornament, never 
the root of your being and doing. 
We may therefore pardon him some 
ambition and desire to be acknow-
ledged in a pursuit which appears 
very important to him, because he 
feels a vocation for it, whilst it 
does you credit that you have always 
shown yourself good and sensible in 
these matters; and your very joy 
at the praise he earns proves that 
you might, in his place, have 
merited equal approval. Remain 
true to these sentiments and to 
this line of conduct: they are 
feminine, and only what is truly z6 
feminine is an ornament to your sex. 
Fanny and Felix were prolific correspondents and these 
letters show Felix's great love for his sister and 
the value he placed on her musical judgment and 
ability. His nickname for her was "the Cantor," 
and there are indications of a certain over-earnest-
ness, sometimes even pedantry, that was too severe 
for her brother. 27 But his respect was genuine: 
"Before I can receive Fanny's advice the 'Walpurgis 
Night' will be packed up ... I feel convinced she 
would say 'Yes' and yet I feel doubtful." (Letter, 
26The Mendelssohn Family, trans. Carl Klinge-
mann (New York: Greenwood Press, 1968), I, 82. 
27George Grove, "Fanny Mendelssohn," Grove's 
Dictionary of Music and Musicians, ed. Eric Blom, 
5th ed. (New York: St. Martin's Press, Inc., 1954), 
v, 6?4. 
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April 27, 1831); "Fanny may add the second part," he 
says in sending a Song Without Words (December 11, 
1830); "I have just played your Caprices . all 
was unmixed delight" (January 4, 1840). 28 On October 3, 
1829, Fanny married W. Hensel (1794-1861), a painter. 
Felix approves: " . . if you want someone to love 
and admire you more than I do, he must be a painter, 
and not a musician." (June 11, 1830) 29 
In Felix's first book of songs Opus 8 and 9, 
"The Home-spell," "Italy," and "Suleika and Hatem," 
Nos. 2, 3, and 12 in Opus 8, and "Sleepless," "For-
saken," and "The Nun," Nos. 7, 10, and 12 in Opus 9 
are by Fanny.3° This was well known among the friends 
of the family, but the public imagined her share of 
Felix's publications to be much larger. She did pub-
lish in her own name four books of melodies and 
"Lieder" for piano solo, two books of songs, and one 
28 
· Grove, "Fanny Mendelssohn," 674. 
29The Mendelssohn Family, trans. Klingemann, 
I, 264. 
30The Mendelssohn Family, trans. Klingemann, 
II, 30-Jl. 
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book of partsongs entitled Gartenlieder. Felix seems 
the most ardent admirer of Fanny's songs: "But those 
songs are more beautiful than anyone can say. Indeed 
I speak as a cool critic, and declare them very pretty. 
There is music which seems the quintessence, the soul, 
of music. Such are your songs; I know no better!" 
(August 26, 1829)31 Fanny was also much of a favor-
ite in the patrician, intellectual society in which 
she was raised. 
Xesterday morning I took your 
songs to Frau von Goethe, who 
has a good voice and will sing 
them to the old gentleman. I 
told him that you had written 
them, and asked him whether he 
would like to hear them. He 
said, 'Yes, yes, with pleasure.' 
Frau von Goethe likes them very 
much indeed, and that is a eood 
omen. Today or tomorrow he is 32 to hear them. (November 6, 1821) 
Her compositions must have pleased the poet, and he 
then wrote down the following verses for her: 
When to quiet musings given, 
With my songs and strains alone 
31The Mendelssohn Family, trans. Klingemann, 
I , 219. 
3 2The Mendelssohn Family, trans. Klingemann, 
I , 92. 
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All my thoughts to her are driven 
Whom I fain would call my own: 
Might I hope to hear her singing 
What to her I would impart, 
All my bosom would be ringing . 33 With the transports of my heart 
Fanny Mendelssohn Hensel died suddenly and 
her death shook her brother terribly. It most prob-
ably hastened his own death six months later. She 
was buried in the Mendelssohn portion of the Halletor 
cemetery in Berlin, and a line of her mllsic (end of 
a song "Berguslust," Opus 10, No. 5) is engraved on 
her tombstone: 
33The Mendelssohn Family, trans. Klingemann, 
I, 92. 
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Fanny Mendelssohn Hensel, "Berguslust," Opus 10, No. 5 34 
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Fanny Mendelssohn Hensel's setting of Heine's 
"Und vrussten's die Blummen, die kleinen" is found in 
Felix Mendelssohn's Opus 9, No. 10 under the title of 
"Verlust" (Forsaken). Heine was a personal acquain-
tance of the Mendelssohn family, and Fanny writes about 
him to Felix: 
Heine is here, and I do not like 
him at all, he is so affected. If 
he would let himself go, he would 
of all eccentric men be the most 
amiable; or if in good earnest he 
would keep a tight hand over him-
self, gravity also would become 
him, for he is grave too. But 
he gives himself sentimental airs, 
J4Grove, "Fanny Mendelssohn," 675. 
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is affectedly affected, talks 
incessantly of himself, and all 
the while looks at you to see 
whether you look at him. Have 
you, by the way, met with his 
"Reisebilder" from Italy? They 
contain delightful things; and 
though for ten times you may be 
inclined to despise him, the 
eleventh time you cannot help 
confessing that he is a poet, 
a true poet! How he manages 
the words! What a feeling he 
has for nature, such as only a 35 real poet has. (March 22, 1829) 
Fanny's setting of "Und wU.ssten's die Blumen, die 
kleinen" is in a generally strophic form, with the 
greatest variation in the last verse, which corre-
spends to the poetry. In typically classic form, the 
vocal line is doubled in the accompaniment, thereby 
seeming to be of a much earlier generation. The 
seeds of romanticism have not yet taken hold here, 
and Fanny's style is polished and agreeable rather 
than adventurous or poetically sensitive. The great-
est variety occurs in the rhythmic changes involved 
in the first line of each verse, though these are 
still slight. 
J5The Mendelssohn Family, trans. Klingemann, 
I, 173. 
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Fanny Mendelssohn Hensel,"Verlust," Opus 9, No. 10 of 
Felix Mendelssohn, n.d. (meas. 1-2 and 21-22)36 
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The setting of the text is syllabic overall, with a 
touch of word-painting appearing on the words 
"erquickenden" (comforting) and "zerissen" (broken): 
./'1 
, 
J6Felix Mendelssohn Bartholdy, "Lieder unel 
Gesange," Felix Mendelssohn Bartholdy's Werke, Serie 19 
(Leipzig: Breitkopf und Hartel; republished 1 West-
mead, Farnborough, Hants., England: Gregg International 
Publishers, Ltd., 1968), p. J8. 
I 
I 
I 
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Fanny Mendelssohn Hensel, "Verlust," Opus 9, No. 10 of 
Felix Mendelssohn, n.d. (meas. 17-18 and 37-38)37 
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There is a surprising amount of chromaticism and very 
marked dynamic direction. Though the key signature is 
one flat, the song immediately stresses an A Major 
tonality and ends solidly in that key. The setting 
artfully captures the lost love mood of the poem with-
out allowing over-sentimentality and exaggeration. 
37Bartholdy, Werke, p. 38. 
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Robert Schumann (1810-1856) had a great sym-
pathy for Heine, a poet of double or veiled meanings. 
"The poem--which Schumann nearly always chose with care 
because it answered to something in himself, and gen-
erally chose with good literary taste--acted as a lens 
for his musical thought, sharpening, concentrating, 
shaping it."JB Schumann shows a great sensitivity to 
words which is not surprising in view of the literary 
background in which he grew up. His career as a song 
writer began in 1840, a year which culminated in his 
marriage to Clara Wieck. He '' ... had by this time 
written much piano music and his style was at its 
freshest and most impulsive ... J9 With the exception of 
Opus 51, all sets from Opus 24 to 53 were composed in 
1840, which altogether includes 138 songs. Schumann 
wrote to his wife in 1840, "Oh Clara, what bliss it is 
to write songs; I had deprived myself of it for too 
long." 40 Many of his songs are purely lyrical, in 
38Gerald Abraham, "Robert Schumann, II Grove's 
Dictionar of Music and Musicians, ed. Eric Blom, 
5th ed. New York: St. Martin's Press, Inc., 1954), 
VII, 624 . 
. 39Radcli ffe, II Song," 94 3. 
40
stein, Poem and Music, p. 97. 
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which the voice sings and the piano accompanies, and 
there are declamatory songs. But the most typical 
are those where the melody is shared by the voice and 
piano, or those in which some other non-melodic ele-
ment in the piano part provides a perfect complement 
to the vocal part and is equally important to the 
total effect. 41 
In that eventful year of 1840, Schumann set 
over thirty Heine poems. He recognized a quality in 
Heine's poetry: " .. the bizarre quality in Heine's 
verse: that burning sarcasm, that great despair; all 
the caricature of nobility and dignity." 42 Although 
Schumann recognized these sentiments, his romantic 
temperament directed him away from the caustic and 
ironic and more toward the lyrical and emotional. 
This is true of the famous collection, D~chterliebe, 
which contains sixteen songs from among the sixty-five 
in Heine's anthology, Buch der Lieder. Heine leads 
with ten sentimental love poems, but gradually becomes 
more ironic. By the seventeenth poem, the poet's 
41Abraham, "Robert Schumann," 624. 
42
stein, Poem and Music, p. 98. 
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beloved has married someone else and the poems be-
come bizarre, even macabre. By the end he has pro-
gressed to outright self-parody. 43 Schumann's 
Dichterliebe touches all these phases, but he avoids 
the more extreme poetry. He also breaks up pairs 
and sequences of poems that belong closely together, 
as well as changing their order. Yet, the songs of 
the Dic~terl}ebe are in a masterly vein of conscious 
order and unconscious revelation. There is great 
harmonic diversity between the vocal and instrumental 
cadences, while the large-scale harmonic scheme, in-
stead of being confined to a few tonalities in a 
modest range, traverses a whole circle of keys from 
F h . b k t C h . /M . 44 Th" s arp m1nor ac o s arp m1nor JaJor. 1s 
cycle tells of Schumann's own estrangement from Clara 
with the bitter hurt it cost him, and then his reunion 
with her and their lifelong love. 
"Und wlissten's die Blumen, die kleinen" is 
the eighth song in the cycle and No. 22 in Heine's 
"Lyrisches Intermezzo." The flowers, birds, and stars 
43stein, Poem and Music, p. 98. 
44Eric Sams, The Songs of Robert Schumann 
(New York: W. W. Norton & Co., Inc., 1969), p. 107. 
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are comforters in grief, and Schumann treats them as 
decorative pictures. He responds with" ... demi-
semiquaver broken chords that flutter arid twinkle 
over a mood of minor melancholy." 45 The harmonic 
foundations of these chords, however, give the music 
strength and stability. New expressive sighing melo-
dies in the treble ·and bass reflect a mysterious 
moment when the poem ruefully and realistically states, 
"no, they cannot help me." 
45sams, The Songs of Robert Schumann, p. 115. 
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Robert Schumann, "Und wU.ssten's die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, .1840 (meas. 25-26) 46 
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At the climactic word "zerissen" (torn), the smooth 
texture is broken apart to reveal dark and wild 
despair. 
j 
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Robert Schumann, "Und wi.issten's die Blumen, die 
kleinen," from Dichterlietfe, Opus 48, No. 8, original 
A minor, 1840 (meas. 31) 7 
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Perhaps the second verse was the main source of the 
music~ as the sad flat supertonic fits the word 
"krank" (ill), and if so the musical imagery may be 
th t f b . . 48 a o 1rds' w1ngs. The song begins with one of 
many Clara themes: 
47schumann, 90 Songs, p. 6J . . 
48 Sams, The Songs of Robert Schumann, p. 115. 
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Robert Schumann, "Und wlissten' s die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, 1840 (meas.1 -2)49 
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--and the two following bars include another. 
Robert Schumann, "Und wiissten's die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, 1840 (me as. 3 _4) 50 
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49schumann, 90 Songs, p. 61. 
50Schumann, ~0 Songs, p. 61. 
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One more Clara theme is used in the closing words. 
Robert Schumann, "Und wtissten•s die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, 1840 (meas. 31-32)51 
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The Clara themes, as postulated by Eric Sams in The 
Songs of Robert Schumann, illustrate Schumann's deep 
personal involvement which c~n be distracting from the 
poem. In Heine, the last verse chills with reality, 
but Schumann makes it a warmer expression of a major 
third and dominant seventh at the mention of "one 
alone." 52 
51Schumann, 90 Songs, p. 63. 
52sams, The Songs of Robert Schumann, p. 115. 
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Robert Schumann, "Und wi.issten' s die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, 1840 (meas. 27-28)53 
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Schumann then turns to a startling vehement contra-
diction in the postlude. 
53schumann, 90 Songs, p. 63. 
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Robert Schumann, "Und wiissten' s die Blumen, die 
kleinen," from Dichterliebe, Opus 48, No. 8, original 
A minor, 1840 (J2-J7)54 
54 Schumann, 90 Songs, p. 6J. 
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The essence of Heine is fused with the romantic 
flavor of Schumann in "Und wtissten's die Blumen, 
die kleinen," as in the remainder of the Dichter-
liebe, causing it to be called" .. the most per-
fect of love-song cycles ... 55 
55sams, The Songs of Robert Schumann, p. 108. 
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Friedrich Ruckert (1788-1866), a master of 
oriental philology, earned the post of professor at 
Erlangen in 1826 and at the Berlin University in 1841. 
His enthusiasm for the teaching profession never 
truly developed, and he devoted the remaining years 
of his life to scholarly pursuits. Althoueh a fertile 
and facile poet, Ruckert is more notable for his work-
manship in verse forms than any real vision of origin-
ality.56 Some of his best work may be found in 
Liebesfruhling (1844), a collection of poems of his 
courtship. The famous Kindertolenlieder of Gustav 
Mahler are settings of Ruckert poetry. 
Er ist gekommen 
in Sturm und Regen, 
ihm schlug beklommen 
mein Herz entgegen 
Wie konnt' ich ahnen 
dass seine Bahnen 
sich einen sollten meinen Wegen? 
Er ist gekommen 
in Sturm und Regen, 
erhat genomrnen 
mein Herz verwegen, 
Nahm er das meine? 
nahrn er das seine? 
56Garland, Oxford Companion to German Liter-
ature, p. 74J4. 
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die beiden kamen sich entgegen. 
Er ist gekommen 
in Sturm und Regen, 
Nun ist entglommen 
des Frlihlings Segen, 
Der Liebste zieht weiter 
ich seh' es heiter, 
denn mein bleibt er auf allen, allen Wegen.57 
Through winter stormy 
He came unshaken, 
My heart did warmly 
To him awaken, 
Nought I reflected 
That path directed 
To me with mine should aye be taken. 
Through winter stormy 
He came unshaken, 
He stood before me, 
My heart was taken. 
Was his the capture? 
Was mine the rapture? 
To each the other's love did awaken. 
Through winter stormy 
He came unshaken, 
Spring's blessing o'er me 
To life awaken, 
Though far is my dearest, 
Still is he nearest, 
Our path together alway shall be taken.58 
57Famous Son s: Standard Son s b 
Composers, ed. H. E. Krehbiel 
Church Co., 1902), II, 63-65. 
58Famous Songs, ed. Krehbiel, 63-65. 
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"Er ist gekommen" is one of seven Ruckert 
poems set by Robert Franz (1815-1892). Franz set 
great ideological restrictions on his song composi-
tion which thereby curtailed their expressive element. 
He excluded all that was passionate or extreme in 
feeling: "The ethical side in my songs is the chief 
thing. They shall bring peace and reconciliation ... 59 
Realism as well was equally abhorrent: "Beauty is 
truth, but a thing is not beautiful because it is 
true." 60 Even the dramatic element was ruled out 
as it" ... brought him too close to the disturbing 
aspects of life from which he strove to provide 
shelter in an ideal and tranquil world of beauty 
t d b h . t 61 H" tl crea e y ls ar ," ls songs are mos y on a 
small scale and usually in the simple strophic form. 
He is most successful in a gently elegiac vein or in 
a mood of quiet serenity, but less satisfactory in 
expressing more passionate emotions. 
59Edward Dannreuther, "Robert Franz," Grove's 
Dictionary of Music and Musicians, ed. Eric Blom, 
5th ed. (New York: St. Martin's Press, Inc., 1954), 
III, 485. 
60 Dannreuther, "Robert Franz," 485. 
61 Dannreuther, "Robert Franz," 485. 
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It is unfortunate that Franz chose to set words 
treated by other and greater composers. His con-
ception of song was that its design should not go 
beyond a very faithful illustration of the poet's 
words. He wrote to Liszt: "My music does not pre-
tend to be much in itself, "62 and indeed Franz did 
not attempt through any power of imagination to 
transcend them. Even more curious than his dramatic 
limitation is Franz' limitation to a single kind of 
voice--the mezzo-soprano. In a letter dated Febru-
ary 11, 1884, Franz expounds on his philosophy. 
The modern lyric demands a form 
as limited as possible, which 
dispenses with everything that 
is superfluous, thus leaving 
more to inference instead of 
expressing the flow of thoughts 
to the last drop. This ten-
dency we see not only in modern 
poetry, but in its sister art, 
modern music, and in both it 
is characteristic. When the 
two arts, therefore, are com-
bined, as in songs, it follows 
that the music must grow out 
of the text and must not be 
wedded to it without having any 
relation to it. And as every 
good text has a seed from which 
everything springs, so must the 
music to it also aim at a gradual 
62nannreuther, "Robert Franz," 485. 
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developing process; and thus you 
will find in my songs a certain 
motive as a ground plan from 
which all else emanates. Fur-
ther the melody must be strictly 
in harmony with the words and 
the rhythm must only in very 
exceptional cases change; finally, 
the harmony must be based on the 
diatonic system. The last I 
hold especially important be-
cause now-a-days it is sought 
to represent originality by 
modulations which are forced 
and foreign. These fundamental 
principles have guided me in my 
compositions, and I have never 
had reason to repent that I 
have followed them to the 
utmost of my ability.6J 
"Er ist gekommen" embodies these aesthetic 
ideals completely. It is in strophic form, with 
some variation in the concluding verse. The en-
tire song is built around the initial phrase, both 
melodically and rhythmically. 
6J Ivey, Song, p. 217. 
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Robert Franz, "Er ist gekommen" (meas. 1-4)64 
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His melodies grow from the basic motive of measures 
1 and 2 which is extended by repetition and sequence. 
The key relationships remain close to home, and there 
are almost no sudden illustrative gestures, harmo-
nically speaking. 65 The greatest melodic and har-
monic variation occurs in the last verse: 
64 . 1 Fam~us Songs, ed. Krehble , 6J. 
65 Ivey, Song, p. 217. 
-48-
Robert Franz, "Er ist gekommen" (meas. 55-58) 66 
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--and there is a very slight dramatic variation at 
the conclusion. 
66Famous Songs, ed. Krehbiel, 65. 
\ 
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Robert Franz, "Er ist gekommen" (meas. 61-64) 67 
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The basic rhythmic figure (J. I ,. J ) which he chose 
related strongly to the poetic meter, and Franz is 
rarely at fault in declamation. As is usual, the 
accompaniment in "Er ist gekommen" doubles the vocal 
melody. There is no affectation of simplicity nor any 
suspicion of pose, and" ... those to whom tenderness, 
purity, delicacy, ingenuousness, simple pathos and the 
like appeal will find plenty to delight them." 68 
· 
6 7Famous Songs, ed. Krehbiel, 65. 
68 Dannreuther, "Robert Franz," 485. 
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Robert Franz kept his songs by him for years, polish-
ing, retouching, and altering them until they suited 
his fastidious taste. 
Clara Josephine Schumann (1819-1896), a Ger-
man pianist and composer, was the wife of Robert 
Schumann. The two met as children when Robert studied 
with Friedrich Wieck, Clara's father. All her life, 
Clara was to be the greatest woman pianist in the 
world, and Schumann worshipped her from the start. 
In 1828, Clara debuted in public and was later well-
known for her subscription concerts in Vienna and 
Paris. Her playing was characterized by a total 
absence of personal display and a keen perception of 
the composer's meaning with an unfailing power of 
setting it forth in a perfectly intelligible form. 69 
She was an intellectual player with warmth of feeling. 
Robert's and Clara's romance had a tumultuous begin-
ning, as her father violently opposed their marriage. 
Sixteen-year-old Clara was coerced into renouncing 
69George Grove, "Clara Schumann," Grove's 
Dictionar of Music and Musicians, ed. Eric Blom, 
5th ed. New York: St. Martin's Press, Inc., 1954), 
VII, 601. 
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Schumann and returning his letters. There was rumor 
that she was to marry another which left Schumann 
near madness. In 1837, Clara freed herself from 
parental domination and a court battle began for her 
right to marry the man she loved. Their marriage in 
1840 was the impetus for his prolific song composi-
tion of that same year. During their marriage, Clara 
devoted herself to bringing o~t Robert's music. How-
ever, she still found time for her career as pianist 
and composer. She did resume her performing more 
fully after Robert's death. In 1856, she played in 
England and from 1865 it became an ·annual event for 
her to do so. Clara endured many trials as the faith-
ful wife of an artist, beginning with his first devas-
tating attempt at suicide until his death in 1856 in 
the asylum at Endenich. A beautiful expression of her 
love for Robert can be sensed in this excerpt from 
Clara's diary: . 
I saw him (in the asylumJ that 
evening. He smiled at me, and--
with a great effort, for he had 
lost control of his limbs--he 
put his arm around me. I shall 
never forget that. 
Then he became restless, 
and you could hardly understand 
anything he said. 
-52-
Just once I distinctly 
heard him say "My . . . , " and 
I'm sure he wanted to add 
"Clara," because he was look-
ing at me very affectionately. 
Then he said "I know." . . . 
--"you," I expect he meant. 
His last hours were 
peaceful. His head was beau-
tiful in death, the brow 
serene and gently rounded.7° 
Clara wrote some songs, often of great beauty, 
and they exhibit Robert's influence in harmony and -
rhythm. Many of them are incorporated into collections 
by Robert, which include three songs in Opus 12, six in 
Opus 13, and three in Opus 37. "Er ist gekommen" 
appears as No. 2 in Opus 37, which is a collection of 
twelve Ruckert poems from Liebesfruhling (Love's 
springtime). In 1841, Schumann wrote to his publishers: 
I should like to give my wife 
a surprise on her birthday (in 
mid-September) in the following 
way. We have written a number 
of Ruckert songs together (sic) 
in the form of questions and 
answers (sic) and so on. I 
should like to see this collec-
tion in print by her birthday; 
would it be possible for you 
to have the volume ready by 
that time? I think these 
songs should arouse interest; 
7°sams, The Songs of Robert Schumann, p. 275. 
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they are kept light and simple 
throughout, and were written 
with much joy and love.71 
Numbers 2, 4, and 11 are acknowledged to be by Clara 
Schumann, but" ... they have an occasional master 
touch which is not hers." 7 2 Many of her songs 
probably had the benefit of Robert's collaboration. 
The rest of the songs of Opus 37 were "written to-
gether" in the sense that a primary musical idea of 
Clara's was developed by him. "The secret collabora-
tion in song-writing between Mendelssohn and his 
sister Fanny of ~hich their friends the Schumanns 
could have been told in confidence is an obvious 
parallel and a possible source of the idea."73 
"Er ist gekommen" generally is faithful to 
the poem in declamation, but beyond that point Clara 
Schumann takes many liberties. The first two verses 
are set strophically, but in the third verse we find 
much word repetition. The first line is repeated 
with harmonic and rhythmic changes which amount 
71sams, The Songs of Robert Schumann, p. 178. 
7 2sams, The Songs of Robert Schumann, p. 179. 
73sams, The Songs of Robert Schumann, p. 179. 
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to a heightened dramatic variation. 
Clara Schumann, "Er ist gekommen," from Zwolf Gedichte 
aus Ruckerts Liebesfruhling, Opus J?, No. 2, or1ginal 
A-flat Major, 1841 (meas. 18-21)74 
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Indeed, the last five lines are repeated in another 
heightened melodic variation while the piano accom-
paniment changes from its previous running pattern 
to blocked chords which double the voice part. 
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Clara Schumann, "Er ist gekornrnen," from Zwolf Gedichte 
aus Ruckerts Liebesfruhling, Opus 37, No. 2, original 
A-flat Major, 1841 (meas. 34-39)75 
t I I II. 
, 
_l _l J l' _I\ ... 
( ,. (' 
./ 1:% , r... L~ 
I I I. I l I( " - ; 
1/ I, I) 
I . 1 r 1 v v Y\un ~sr 9~- korn-m~tn d11s Fr:i\,-lin;r• ~t-c;u•,d~v- !='l:czur-d:z:J.th+wQ.;- f""ll-yi lt.h 
() 1\ .--- f\ r--- J J'-.. 
I X 
""' \ t It 
I( v '. , , J' , - .I ~ J 
, .... \) 
• 
, ,. ~ J 
"' l , 6 -+-
-6-: ·-G- ·7 -r,;-t- ~ r=- -f- r-,~ ~£ 
* 
~ 
-+-
""". 
, 
, " 
.., ... .. 
J I ,. 
. " 
\ v ,../ v II -
-
75schumann, Werke, p. 6. 
I 
I 
\ 
-57-
0 _tl. 
" 
h 
_n 
" 
1\ t 
I. I _l ::> 
""'\Y ~ , "'- I ;· . ., .. ; . ~ , 
-
s.d·! ..e..s hcc.i -t~'l)hiY'\.f.Y" \ol~;\:,t l'h~in c.\U.' (l.\- \ctYl Wo.. 
·-
-
-
- jQ.h, 
' 
I 
h ~ ") 
,II 
" 7 I_ 
.) ~- r .. A 'I .- ' I rrr'r 
V" ~ . ·-. · -r- .::;;:r• -;----,; ...,_ ;;;~ 
' 
, 
' 
,
_L (, J.. 
, r y r it' _f_ 
I y ~ 
' 
f 
I I ..._ v 
Generally the entire last section is expanded rhythmi-
cally as the song comes to its dramatic close. In the 
piano epilogue, the accompaniment returns to its initial 
running pattern. Clara Schumann's setting of "Er ist 
gekommen," while full of textual liberties, expresses 
the drama and bold anticipation of awakening love. 
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II 
Paul Verlaine (1844-1896) is considered by 
some critics the greatest poet of his time. He cer-
tainly was an innovator of French verse and a lyrical 
genius. Verlaine led a tumultuous life. His in-
fatuation with the young poet Rimbaud ruined his 
marriage and led him on the path of dissipation. In 
1873, Verlaine shot and wounded Rimbaud, and was con-
demned to prison. There he was converted to Cathol-
icism and though sincere, it was not strong enough to 
change his lifestyle once he was free. Verlaine's 
poetic career began with the Parnassians, as he was 
influenced by Leconte de Lisle and Baudelaire. How-
ever, he soon turned to lyricism of a new type. "He 
sought music, suggestiveness, vagueness or a kind of 
purposeful half-obscurity, and rhythm opposed to mere 
6 rime."? It is easy to see how Verlaine leads directly 
to symbolism. He introduced many innovations to 
French poetry. Most importantly, he freed French verse 
76Ei ht Centuries of French Literature, ed. 
Robert F. Bradley and Robert B. Mitchell New York: 
Appleton-Century Crofts, Inc., 1951), p. 517. 
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from the alexandrine form of twelve syllables per line 
to that of the impair. The impair uses lines of three, 
five, and seven syllables, and especially character-
istic of Verlaine, verses of nine, eleven, and thir-
teen syllables. He denounced the "rime riche" and 
turned to assonance rather than strict rhyme patterns, 
to interior rhyme, and to alliteration.?? Verlaine 
invented the perfect form for the translation of his 
delicate impressions. The power of his poetry lies in 
the musicality of its verse: indeed, "la musique 
verlainienne." 
La lune blanche 
La lune blanche 
Luit dans les bois; 
De chaque branche 
Part une voix 
Sous la ramee . • . 
0 bien aime'e. 
L'etang reflete, 
Profond miroir, 
La silhouette 
Du saule noir 
0~ le vent pleure 
(\ Revons: c'est l'heure. 
77collection of Litteraire: 
ed. Andr~ Lagard and Lauren Michard 
Bordos, 1969), p. 50J. 
XIXe Siecle, 
(France' 
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Un vaste et tendre 
Apaisement 
Semble descendre 
Du firmament 
Que l'astre irise . . . 
C'est l'heure exquise.78 
The white moon 
shines in the woods; 
from every branch 
comes a voice 
under the boughs . • . 
0 beloved. 
The pool reflects, 
deep mirror, 
the outline 
of the black willow 
where the wind is weeping . . . 
Let us dream, this is the hour. 
A vast and tender 
peacefulness 
seems to descend 
from the heavens 
made iridescent by the star . 
This is the exquisite hour.79 
. . 
In 1869, Paul Verlaine met a young girl of 
sixteen named Mathilde Maute. In her lay his hopes 
78Eight Centuries of French Literature, ed. 
Bradley and Mitchell, pp. 518-19. 
79Pierre Bernac, The Interpretation of French 
Song (New York: Praegar Publishers, 1970), p. 134. 
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for a normal, happy life. The poet celebrated his 
fianc~e in the collection La Bonne Chanson (1870), 
in which he sings of his love and good resolutions. 
The collection includes twenty-one poems. The mar-
riage, however, was a complete failure, but Verlaine 
was sincere in his hope and faith, and ". . . his 
poems give direct and poetic expression to simple 
human happiness." 80 "La lune blanche" is found in 
the collection La Bonne Chanson. 
Gabriel Faure (1945~1924) began his musical 
career as a disciple of Gounod, although he gradually 
moved toward a wholly individual idiom. His early 
songs are attractive in that they contain individual-
ity and unexpected harmonic turns, which become more 
frequent and yet more subtle as his style develops. 81 
One can delineate three periods in Faure's style 
development. The first extends from 186) to 187?. 
The second period (1887-1906) is marked by Faure's 
marvelous encounter with the poetry of Verlaine. 
80Bernac, The Interpretation of French Song, 
p. 133. 
81Radcliffe, "Song," 947. 
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This was an extremely fertile period. for Fa.ur~, and 
the songs of his middle life are filled with shimmering 
c.hromati ci sm which produces a glowing warmth. The 
later songs (1906 on) are less rich in texturef the 
harmony more austere 5 and the general atmosphere less 
pleasant. Frequent repeated notes in the vocal parts 
of these songs sometimes leans toward monotony and 
there is less lyrical impulse than formerly. 82 The 
I 
song cycle ~a Sonne C~anson was spavmed during Faure's 
middle period. This cycle of nine songs is on the 
poetry of Verlaine from his collection of the same 
name. Faure's cycle is unique from rnz ... ny standpoints f 
not the least being that it is entirely devoted to the 
expression of happiness and joy. "It is rare in 
poetry and in music for a feeling of happiness not to 
turn very soon into sadness or melancholy. In this 
cycle, no!" 8.3 In its own way each song conveys a 
different expression: joyt tenderness. enthusiasm. 
peace, hope, confidence--all subtle nuances of 
happiness. The songs of La Bonne Chanson are not 
8 ~adcliffe, "Song," 947. 
83Bernac, The Interpretation of French Song, 
p. lJO. 
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placed in the order they occur in the book, nor does 
Faur~ always set all their stanzas. However, he 
succeeds in a varied and expressive cycle. A version 
of this cycle with string quartet and piano was com-
posed by Faure himself, but it was unsuccessful. 
"La lune blanche" is the third song of La 
Bonne Chanson. The' theme of moonlight is a favorite 
and often outworn subject of poets and musicians, 
but Verlaine and Faur~ were inspired in creating the 
most beautiful poem and its most perfect musical 
setting. The poet describes a nocturnal landscape, 
and interrupting his musings, he addresses his beloved. 
The three interruptions are in themselves a short poem: 
o bien aimee 
Revons, c'est l'heure 
C'est l'heure exquise 
and Faure clearly brings this out in his setting. 84 
There is nothing too sweet or sentimental as the tempo 
andantino (J- = 76) discourages languishing and 
dragging. The first interruption is marked by a 
change of color, with ". . . a sudden increase of 
warmth and intensity, with a big lyrical crescendo." 85 
84 The Inter12retation Bernac, of French Song, 
p. 1J4. 
85Bernac, The Inter12retation of French Song, 
p. 1J5. 
\ 
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Gabriel Faur~, "La lune blanche luit dans les bo i s, " 
from La Bonne Chanson, Opus 61, No . J, origi nal F-
sharp Major (meas. 11-14)86 
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Sergius Kagen (New York: 
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-65-
~~~-w ... 
---
. . 
... 0, 
.......... 
I 1f 
" _I l'l ../ l I _! 
I\ Ll ~'' ..I.. J r ~ .. 
mi 
- -
- - Q._ 
_(\,\ ~ r-.... ~'--r--..... j,~l j.-----
\ · 'r IX' h. _I. ~ ~ , 
~ , -"' . I L I .. _.... ;... 
-
r .. _L ( ~ . 
--
r' ~ 
I -r~+ ~ ~ l_J_j ~ ~ J-I , I 
..L\. I>' """ _L I' , _, 
" 
,, 
I 1" , 
_l I ~ .I 
.!1' I 
-"-\ ·; 
./ /' ' ./ ~V v lf-v v vv v ·~ v v 
The second one changes in color as before. It starts 
pianissimo with a slight crescendo, and a diminuendo 
on "c•est l•heure." This time the piano has the big 
lyrical crescendo. 
--66-
Gabriel Faur~, "La lune blanche luit dans les bois," 
from La Bonne Chanson, Opus 61, No. J, original F-
sharp Major (meas. 26-29)87 
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Gabriel Faure, "La lune blanche luit dans les bois," 
from La Bonne Chanson, Opus 61, No. 3, original F-
sharp Major (meas. 43-47)88 
() II -i!; 0 Y..? { 7/'tO "' d k' 
.......... I v -.,. ,, ~~ (\ * I I u, ,..., 
.,\.. 
l I J v ........ , 
-· .. '-' I 
-· ~~'o..s+ · 1' ha..t..l. -YJZ.. d- I 
-
'l_l..ll 
-:- - - SSL, 
n. -~'~"· I --~ --r- ,____ -~· • \1-. _...,.. ........ 
II .If "L .J. ·k 7; 
' 
, 
'tt'\ ..,~ /_ .J " y \. .... 
\.Ll 
-
, 
-· 
~ 
--' \ < I 
J P::..' , bt· f# ~ ' ' - F- - ~-t-w· P' B" ~ ';:) r ~-z-; I I ~ i I I 
I ro..' ·u.,-tt , 
I nv 0 I' ·a c. 
:II , 
"' 
bl 
-' 
- ~- _, ~ ~~ I (' LL , f 
~:y I I r.r 1cr,:v , TI=D T :""(!;~ 
Faure's setting is". exactly right for the trans-
parent atmosphere and the 'vast and tender calm' of 
this ecstatic love poem~h 89 
88 / . 6 Faure, Thlrty Songs, p. 7. 
89Bernac, The Interpretation of French Song, 
P· 135· 
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Lady Dean Paul Poldowski (1880-1932), born 
Irene Regine Wieniawska, was a Polish composer, 
English by marriage. At the age of twelve or thir-
teen, she entered the Brussels Conservatoire where 
she studied piano and composition. She also studied 
in London and married Sir Aubrey Dean Paul. She made 
her home in Paris, returning to London when her first 
child died. She, however, resumed her studies at 
Paris' Schola Cantorum as a pupil of D'Indy. Pol-
dowski's composition always remained free of any 
scholastic restriction, and she formed her style from 
the study of masterpieces. She is most gifted as a 
song composer, especially her sensitive settings of 
French poetry. Her great interest was the poetry of 
Verlaine, but she also notably set William Blake. 
The French influence predominates in Poldowski's 
work, 
. . . but when she set a poem 
that had already been treated 
by Faure .or Debussy, she 
contrived to assert both her 
individuality and taste by 
producing a song that was dif-
ferent from and at the same 
time scarcely inferior to 
such a model.90 
9°Eric Blom, "Poldowski," Grove's Dictionary of 
Music and Musicians, ed. Eric Blom, 5th ed. (New York: 
St. Martin's Press, Inc., 1954), VI, 837. 
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Poldowski set twenty-one songs by Verlaine and her 
setting of "La lune blanche" is strong foundation for 
the preceding quote. She titles her setting "L'Heure 
exquise." 
As does Faur~, Poldowski treats the three 
interruptions to the beloved with musical separation, 
as they occur in Verlaine's poem. Though Poldowski 
immediately sets the mood of the poem with the initial 
marking of "Doux et c alme," we feel she has in mind 
a slightly more dramatic declamation to the beloved. 
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Poldowski • "L'Heure exquise" (meas. 11-12) 9i 
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The second interruption opens with an anticipatory 
diminuendo leading to the definitiveness of the 
crescendo. 
91Poldowski, Forty French Songs, selected 
and ed. Sergius Kagen et al. (New York: International 
Music Co., 1952), II. 8). 
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Poldowski, "L'Heure exquise» (meas. 23-27)92 
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The final interruption is the ultimate expression of 
calm and peace. 
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Poldowski, "L'Heure exquise" (meas. 40-4J)9J 
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This setting most certainly does not suffer by com-
parison to Faur~, although the setting is quite similar 
in flavor. The poetic atmosphere was evoked by Ver-
laine, and Poldowski has given us another beautiful 
interpretation. 
Paul -Armand -Silvestre (1838.-1901) was · a minor 
Parnassian poet who also wrote novels and some plays. 
9JPoldowski, Forty French Songs, 85. 
-75-
The Parnassian group formed after 1860 as representa-
tives in poetry of" .•• the positivist spirit of the 
age and its reaction against 'Romantisme.•••94 Their 
poetry was objective, impersonal, and restrained, as 
opposed to Romantic poetry, but was yet self-revealing 
and lyrically expansive. Their descriptions of nature 
were of a static, pictorial quality. The Parnassians 
sought out exotic elements and were keenly interested 
in the historic and archeological past, particularly 
Greco-Roman. Their philosophical conceptions were 
pessimistic, yet they aimed at being impeccable in 
form and exacting in rhythm. The Parnassian group 
was one of the early defenders of "l'art pour l'art." 
Silvestre was an ideal Parnassian in his expression of 
serene images and measured rhythms. 
Fleur jet6e 
Emporte rna folie 
Au gre du vent, 
Fleur en chantant cueillie 
Et jetee en r@vant, 
Emporte rna folie 
Au gre du vent, 
94oxford Com anion to French 
Sir Paul Harvey and J. E. Heseltine 
don Press, 1959), p. 539. 
Literature, ed. 
Oxford: Claren-
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, 
Comme la fleur fauchee 
Perit l'amour. 
La main qui t•a touch6e 
Fuit rna main sans retour, 
Que le vent qui te seche, 
0 pauvre fleur, 
Tout a l'heure si fraiche, 
Et demain sans couleur, 
Que le vent qui te seche, 
0 pauvre fleur, 
Que le vent qui te seche, 
Seche mon coeur.95 
Bro-ken Flower 
Carry away my passion 
At the will of the wind, 
Flower, ·g~thered with a song, 
And thrown away in a dream. 
Carry away my passion 
At the will of the wind, 
Like a cut flower 
Perishes love. 
The hand that has touched you 
Shuns my hand forever; 
Let the wind that withers you 
Oh, poor flower, 
A while ago so fresh, 
And tomorrow so colorless, 
Let the wind that withers you, 
Oh, poor flower, 
Let the wind that withers you, 
Wither my heart.96 
C~cile Charninade (1857-1944) was a French 
9~aure, Thirty Songs, p. 93. 
96 , Faure, Thirty Songs, p. 93. 
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pianist and composer" ... endowed with a great pre-
cocity."97 At the age of eight, she wrote some pieces 
of church music and at eighteen gave her first concert. 
Her numerous compositions of all kinds attracted the 
public's attention, and she brought many of them forth 
in her concert tours in both France and England. She 
wrote a great number· of songs, but her piano pieces 
foreshadowed them. / Chaminade did attempt an opera-
comique, La Sevillane, but it remains unpublished. 
"Notwithstanding the real charm and clever writing of 
many of Chaminade's productions, they do not rise above 
the level of agreeable drawing-room music ... 98 
Cecile Chaminade's setting of "Fleur Jet~e" 
is entirely in strophic form. The melodic line 
captures the melancholy mood of lifelessness and aban-
donment. The accompaniment pattern is block-chordal 
and marked marcato, again adding to the sense of aban-
donment. As in the poem, the music emphasizes the words 
"will," "perish," and "poor" with a slightly ornamented 
pattern. 
97Larousse de la musigue, ed. Norbert Dufourcq 
(Paris: Librarie Larousse, 1957), I, 176. 
98hustave Ferrari, "C~cile Chaminade," Grove's 
Dict~onary of Music and Musicians, ed. Eric Blorn, 5th 
ed. (New York: St. Martin's Press, Inc., 1954), II, 1)6. 
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C~cile Chaminade, "Fleur Jet~e" (meas. 4) 99 
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The strophic form is an apt formula for the poem, as 
it rules out any dramatic outburst. The sentiment is 
much in line with the Parnassian ideals of objectivity 
and restraint, and the image of bitterness is actually 
serene. The only variation in the strophic form 
occurs at the conclusion. 
99cecile Chaminade, G. Schirmer's Collection of 
Song and Duet Albums (New York: G. Schirmer, 1892), 
I, 60. 
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Cecile Chaminade, "Fleur Jetee" (meas . .31-.32) 100 
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r / Faure's setting of "Fleur Jetee" is quite an 
intensification of the original poetic emphasis. He 
saw the poetry as a bitter and thrusting rejection. 
The musical texture is permeated with a driving rhythm 
, 
and an exciting and dramatic melodic line. Faure as 
well adds" ... the force of harmony--chromaticism, 
successive dissonances, restlessness--created by ever 
fluctuating key centers." 101 A new dimension has been 
100chaminade, Schirmer's Collection, 62. 
101 Ivey, Song, p. 118. 
\ 
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added by the music which speaks to something more than 
the poetic content itself. 
This music feels the way the 
poet must feel because of the 
poetic situation. It reflects 
the bitterness that follows 
loss. The reaction in the 
music is to the resentment 
and frustration that accom-
panies the loss of love 
rather than to the decay of 
emotion itself.102 
The following example with its molto crescendo and 
chromaticism exhibits the new sense of drama that 
the words take on under Faure's hand. 
102 Ivey, Song, p. 118. 
\ 
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Gabriel Faure, "Fleur Jet~e," Opus 39, No. 2, original 
F minor (meas. 21-23)103 
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The initial marking of allegro energico (j = 72) 
coupled with the driving rhythm immediately introduces 
the persistence of bitterness. This thrusting rhythmic 
pattern never ceases throughout the poem. 
103Faure, Thirty Songs, p. 95. 
l 
-82-
Gabriel Faur~, "Fleur Jet~e," Opus .39, No. 2, original 
F minor (meas. 1)104 
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Faure expands the poem with the repetition of a group 
of three lines in a different key with the melodic 
line ascending more · in the repetition as well as in-
creasing in dynamic level. (Note meas. 1.3-24 in the 
International Music Co. edition.) The entire poem 
takes on a drama most probably unintended by the poet 
Silvestre in light of his Parnassian ideology. 
104 / Faure, Thirty Songs, p. 93. 
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Let us examine another group of settings of a 
Verlaine poem. 
Dansons la gigue! 
J'aimais surtout ses jolis yeux, 
Plus clair.r que 1' etoile des cieux. 
J'aimais ses yeux malicieux. 
Dansons ~a gigue! 
Elle~avait des fagons vraiment 
De desoler un pauvre amant 
Que e'en etait vraiment charmant! 
Dansons la gigue! 
Mais je trouve encore meilleur 
Le baiser de sa bouche en fleur, 
Depuis qu'elle est morte a mon coeur, 
Dansons la gigue! 
Je me souviens, je me souviens 
Des heures et des entretiens, 
Et c'est le meilleur de. mes biens. 
Dansons la gigue! 105 
Dance the Jig! 
I love above all her pretty eyes, 
Brighter than the stars of the sky, 
I loved her roguish eyes. 
Let us dance the jig! 
She had her ways indeed, 
To torment a poor lover; 
How truly charming all this was! 
Let us dance the jig! 
105John A. Carpenter, Four Poems by Paul 
Verlaine (New York: G. Schirmer, 1912), n.p. 
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But I find better still 
The kiss of her blooming lips 
Since she is dead to my heart. 
Let us dance the jig! 
I remember, I remember 
The hours and the pastimes, 
And that is the dearest of my possession. 
Let us dance the jig!106 
John Alden Carpenter (1876-1951), an American 
composer, studied at Harvard with John Knowles Paine, 
and later with Elgar in Rome and Bernard Ziehn in 
Chicago. His first notable orchestral performance, 
The Adventures in a Perambulator (1915), was a huge 
success. Carpenter is also well known for his ballets 
Krazy Kat and Skyscrapers. He was possessed of a 
whimsical fancy and a delicate, even poetic humor. 
His themes are notable for their fluency and grace, 
and he exhibits a mastery of form. His orchestra is 
filled with color, yet is never garish, and it is 
obvious that Carpenter produced music with manifest 
enjoyment. 107 In the idiom of song composition, 
Carpenter began as an exotic, setting Tagore and .the 
106Poldowski, Forty. French Songs, 78. 
107 W. J. Henderson, "John Alden Carpenter," 
Grove • s Dictionary of Mus.ic and Musicians, ed. Eric 
Blom, 5th ed. (New York: St. Martin's Press, Inc., 
19 54) , I I, 91. 
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Chinese poets. "In his later music conscious Ameri-
canisrn infiltrates, for example 'Improving Songs for 
American Children. '" 108 Song was one of his most 
successful composition genres. "Carpenter learned 
something from Debussy and the popular music, which he 
fitted into his essentially conservative habit. His 
sensitive songs . . · . wear better than his later 
picturesque orchestral pieces . . ,109 
Carpenter's setting of "Dansons la Gigue!" 
is one of a group of four Verlaine settings. The other 
three are "Chanson d'automne," "Le ciel~" and "Il 
pleure dans mon coeur." The song is built on the 
initial melody. 
108
william s. Mann, "Song in America," Grove's 
Dictionar of Music and Musicians, ed. Eric Blom, 
5th ed. New York: St. Martin's Press, Inc., 
1954), VII, 947. 
109william W. Austin, Music in the 20th Century 
(New York: W. W. Norton & Co., Inc., 1966), p. 61. 
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John Alden Carpenter, "Dansons la Gigue!" 1912 (meas. 
9-11)110 
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Carpenter's setting-- captures · the -melancholy · whitnsy of 
the poetry. The piano interludes are somewhat exten-
sive, and the accompaniment on the whole exists apart 
from the voice part. The accompaniment pattern is 
constantly interrupted with rests which lends to the 
light, open treatment of this setting. 
110
carpenter, Four Poems, p. 196. 
I 
I 
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John Alden Carpenter, "Dansons la Gigue!" 1912 (meas. 
1-6)111 
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The text is set syllabically. The initial "Dansons 
la gigue" and the same words repeated at the song's 
conclusion are the composer's additions. The whole 
effect does not strike one as highly contemporary, as 
John Alden Carpenter is one of those song composers 
II 
. who have assimilated much of the subject matter 
and harmonic-melodic approach of the previous century 
without entirely denying their own." 112 
The Poldowski setting of "Dansons la Gigue!" 
111
carpenter, F P 196 our oems, p. • 
112 Ivey, Song, p. 241. 
. 
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is probably her most famous song. The poetry becomes 
fiery in her hands as the initial melodic fragment 
recurs throughout the song. 
Poldowski, "Dansons la Gigue!" original C minor 
(me as. 4-5) 113 
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The piano accompaniment remains rather involved 
throughout as does the abundant chromaticism. The 
declamation is quite rapid and lends itself very well 
to the word accentuation, and the most ironic state-
ments are expanded to give them the impetus intended 
in the poetry. 
113Poldowski, Forty French Songs, 74. 
I 
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Poldowski, "Dansons la Gigue!" original C minor 
(meas. 8-10)114 
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In the hands of Poldowski, this Verlairie poem beeo~es 
a little drama with every nuance delightfully pointed 
up. lt is a song to be sung with gaily flashing eyes! 
114Poldowski, Forty French Songs, 74-?5. 
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The unanswered question lingersr can the 
melding of poetry and music create a greater art? 
The answer is as subjective as the interpretation of 
the reader of the poetry, and the interpretation of 
the performer of a piece of music. I, for one, 
cannot read Verlaine's "La lune blanche" without 
.. / hearing the echoes of Faure's music. Some of the 
aforementioned composers have obviously been musically 
more successful than others, but in many cases the 
interpretation of the composer over-dramatizes the 
poetry. This is probably music's greatest fault 
when it is applied to a poem. 
What the feminine sensitivity produces in the 
way of song is interesting. In nearly every case 
mentioned in this thesis, the woman's setting of a 
poem seems to adhere more closely to the initial 
poetic thought. Perhaps no masterpiece of music is 
among them, but one is not speaking merely of music 
when he talks of song. A more introspective sensation 
is achieved by these women composers than their male 
counterparts. The comparative lessening of the role 
of the music by the females may indeed be a mark of 
musical inferiority or a lack of the possibility of 
-91-
bringing their talents forth in what has been a male-
dominated society. However, I must state that these 
women are no less artists. The feminine psyche has 
a great deal to offer to the idiom of song. I recall 
reading long ago that there is much that is feminine 
in the creative genius. It is a provocative thought. 
I am sure that all of us have at one time 
been tempted to put some poetic thought to music, 
for song can be the simplest and most beautiful gesture 
in its combination of words which speak to the heart, 
and music which is born in the soul. 
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